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Poem by Rev. CHARLES T. Brooks, read by him in the 
Memorial Services at the Boston Music Hall, Feb. 8, 1876. 


At evening, in an Alpine vale, 
I watched the mountain summits white 
Flame rosy red, then slowly pale 


Before the deepening shades of night. 


Wher from the waning face of day 
The last faint shadow of a flush 

Behind the mountains died away, 
There fell a momentary hush. 


Then suddenly a thrill of awe 

Rang through the silent vale—for lo! 
That spectral mountain-chain I saw 

Lit with a preternatural glow ; 


As if, behind that wall of snow, 

The sunken sun were shining through, 
And smiling to the world below 

One more last heavenly adieu ! 


Who that has seen those evening shows 
Their look and voice can e’er forget ? 
Can the pure world that then arose 
Qn the soul’s vision ever set ? 


Though death's pale mountains hide the sun 
Of noble lives from mortal eyes, 

Oh. deem not then their day is done! 
They sank im higher heavens <o rise { 


As through life’s twilight vale we go, 

Time’s pilgrims in this earthly land, 
Transpierced by that undying glow, 

Hew bright those shadowy mountains stand! 


The boundary hills are they that rise 
And, looking on our earthly night, 
Veil and reveal to mortal eyes 
The land of everlasting light. 


Way, guardian shades of mighty dead, 
A cloud of witnesses for God 


Are they—that watch the road we tread, 


Which their ascending spirits trod. 


A eloud of shining ones—a band 
Arrayed in raiment white as snow; 


Transfiguring all this evening land 


With a prophetic morning glow. 


Such bright and blessed visions cheer 
Our hearts, who here love's tribute pay; 
Through memory’e sunset clouds shine clear, 
Red omens of a heavenly day! 


Pence from the soul's bright track comes down 
Like evening starlight on the vale! 

We see the victor’s starry crown, 
And say, Farewell! Farewell and Hail! 


We feel a void which none can fill 
But He who filled that soul with light ; 
In Him we know it lives, and still 
Shall work e'en here with kindling might. 


“ The spirit of the Lord”—so spake 


I is genius—“ hath anointed me 
With power the prison doors to break, 
And set the darkened eaptives free. 


So speaks the record of a life 
. Whose breath was freedom, love and truth ; 
That kept in manhood’s toil and strife 


The freshness and the fire of youth. 


True follower of the Son of Man, 
The Captain of Salvaticn—he 
Fought ever foremost in the van, 


Battling for light and liberty. ° 


Where Genius works with Goodness—where 


I But chiefly in the field—how blest ! 











Peace hath her victories—with zest 
Of tireless love, he labored there, 


He gave—with what a keen delight! 
Eves to the fingers of the blind, 

To feel the'r way with inner light 
Along the sunny hills of mind. 


And as a pilgrim of the night, 
Groping his darksome way forlorn, 
Shows on his kindling cheeks the light 

Reflected from the breaking morn — 


So, as along the raised highway 
Their eager fingers hurried on, 
How o’er each sightless face the ray 

Of joy—an inner sunrise—shone ! 


Nay, was there one who seemed by fate 

Cut off from converse with her kind, 
Death’s liberating hand to wait 

In threefold walls—deaf, dumb and blind ? 


F’en there his patient love could find, 
By the fine thread of touch, a way 
To enide the groping, struggling mind 
From its dark labyrinth into day. 


All these now mourn for him, as they 
That sorrow whn a father dies; 

A deeper shadow clouds their day, 
A sun has vanished from their skies ! 


For now his eyes are sealed !—but when 
They meet hin in the home on high, 
The shepherd and his flock shall then 
See face to face and eye to eye. 
DAA a0) ————-o<p- 
Martial Music in Germany. 
{From The Musical World, London, Jan. 22.) 

Since the commencement of the present cen- 
tury, numerous occasional pieces have been 
published, especially in Vienna and during the 
Wars of Deliverance, to celebrate every impor- 
tant feat of arms. The number of * political” 
dramatic performances and concerts, during 
the years 1818, 1814, and 1815, is well nigh 
incalculable. It isa remarkable fact, too, that, 
at this epoch, composers of the first rank took 

art in politics with important works. Beetho- 
ven's Schlacht bei Vittoria, (The Battle of Victo- 
ria) was undoubtedly the most popular among 
them. It was played for the first time, on the 
8th December, 1813, in the great hall of the 
University, Vienna, and was got up by Malzel, 
the mechanician (who took the opportunity to 
exhibit his ‘‘ Mechanical Trumpeter’) for the 
Denefit of the Austrians and Bavarians wounded 
in the battle of Hanau. Beethoven himself 
conducted the remarkable performance, in 
which all the most prominent artists of Vienna 
took part, Spohr and Mayseder, fur instance, as 
violinists: Hummel at the big drum; and Sa- 
lieri as director of the alarums. 

The Schlacht bei Vittoria was repeated on the 
12th December, and also frequently during the 
few following years. Its vigorous and highly 
popular realism assured for it unfailing suc- 
cess, as long as the War of Deliverance was 
still fresh in men's minds. By earnest judges, 
it is true, many stern things were said abant 
the work, which, though one of Beethoven’s 
greatest successes, constitutes only an unim- 
portant leaf in his wreath of laurels. ‘* The 
women now know to a tittle all about a battle, 
but it is a long while sincé anyone has under- 
stood what music is,” wrote Zelter to Goethe. 

In Prague the Schlacht hei Vittoria was given 
twice, and, as C. M. v. Weber wrote to Roch- 
litz ‘* nearly proved a failure.” ‘* Probably” 
he went on to say, ‘‘ because too much was 
expected, and because the attempt at real-bat- 























tle-painting js always a ticklish and unworthy 
piece of business.” ; 

Beethoven had ashare in two other occasion- 
al pieces celebrating the War of Deliverance. 
The first was the music to Dunker’s patriotic 
drama of Leonore Prochaska (martial chorus, 
romance, and me‘odramatic pieces, unpub- 
lished). He scored, also, the ‘‘Funeral March” 
from the A flat major Sonata, Op. 26, to be 
played during the performance of the same 
drama. His other important labor was the 
Cantata; Der glorreiche Augenblick (The glorious 
Moment), by Professor A. Weissenbach, of 
Salzburg. This occasional piece (not pub- 
lished until after Beethoven's death) is styled 
in the original menuscript, Der heilige Au- 
genblick (The ‘‘ sacred” Moment), It was per- 
formed at Beethoven’s concert, on the morning 
of the 29th November, 1814, before all the 
Sovereigns, great Lords and Ladies of the Vi- 
enna Congress, and repeated on the 2nd De- 
cember. When Castelli, in his Memoirs, calls 
the Imperial Councillor and Professor of Sur- 
gery, Dr. Weissenbach, a ‘‘distinguished poet,” 
and his poetic effusion ‘‘ genuine pearls,” Cas- 
telli’s verdict is more than friendly. But it 
was not the text alone that was mortal in 
Beethoven’s Cantata. F. Rochlitz adapted to 
the music another and a better text: Die beste 
Ton (The best Tone), but could not permanently 
rescue the composition. _ Lastly, Beethoven 
furnished two smaller contributions for the fes- 
tival pieces: Gute Nachricht (1814), and Die 
Ehrenpforte (1815). A few days after Beetho- 
ven’s Schlacht bei Vittoria (Battle of Victoria), 
a Cantata Die Schlacht hei Leipzig (The Battle of 
Leipsic), by Paul Maschek, was performed at 
the Christmas Concert of the Society of Musi- 
cians. It was characterized by C. M. von We- 
beras ‘‘a monstrosity of bad declamation, noise, 
and triviality.” 

Another musical Schlacht bei Leipsic was pro- 
duced by Friedrich Starke, a regimental band- 
master, in the large Redoutensaal, Vienna, 
(1816), with the aid of five regimental bands, 
30 trumpets, 30 drums, rattles, cannon, etc. 

After the Battle of Leipsic, there were fes- 
tive piecesand cantatas without end, Caroline 
Pichler furnished Spohr with the text for a 
Cantata; Die Befreiung Deutschland’s (The De- 
tiverance of Germany). The composition was 
completed in March 1814, but could not be per- 
formed as it was impossible, to obtain the use 
of the Grand Redoutensaal, and, after the de- 
struction of the large Apollo-Saal, there was 
not a second large concert room in Vienna. It 
was not till 1815 that Spohr heard his Cantata 
at the musical Festival of Frankenhausen; it 
was performed at Vienna in 1819. 

The news of the entry of the Allies into Par- 
is (4th April, 1814) reached Vienna on the 11th 
April, and sent every one into a state of joyous 
excitement. Fr. Trietschke had written for 
the welcome event, and caused to be rehearsed, 
a one-act piece interspersed with songs, Gute 
Nachricht (Good News). With this occasional 
piece, the most successful which appeared at 
this remarkable period, was the public of the 
Kirnthnerthor Theater surprised, on the very 
day that brought intelligence of the taking of 
Paris, The musical numbers in it (partly 
adapted and partly composed on purpose) were 
by Mozart, Beethoven, Weigl, Hummel, Gyro- 
wetz, and Kanne. The retura of the Emperor 
to Vienna was celebrated by-all sorts of occa- 


| sional pieces, The manager of the Kirnthner- 


thor Theater produced. on the 18th June, 1814, 
Die Weihe der Zukunft (The Consecration of the 
Future), the book by Sonnleithner, the music 
by Weigl; while at the Theatre an der Wien 


- 





— ineeal 


eee 





pees u - a praswunt 


ad 















































178 DWIGHT’S JOURNAL OF MUSIC. 





there was brought out Die Rickfahrt des Kai- 
sers (The Emperor's Return), a piece interspersed 
with songs by Dr. Emanuel Veith! (celebrated 
subsequently as a preacher), and music by 
Hummel, The manager of the last-named 
theatre was, also, exceedingly active in getting 
up concerts for ‘*those connected with the 
Deutschmeister Regiment,” ‘‘ for those wound- 
ed at Kulm,” etc., etc. Patriotic recitations 
and songs, by Emanuel Veith], Castelli, Weis- 
senbach, Caroline Pichler, with music by 
Weigl, Salieri, Gyrowetz, etc., as well as ‘‘Pat- 
riotic Tableaux,” with explanatory sonnets by 
Fr. Treitschka (‘‘ Louisa Prochaska” being of 
course a necessary feature in them), were the 
order of the day. 

The festivities of the Congress of Vienna 
gave more occupation to virtuosi than to com- 
posers, The number of new occasional pieces 
was small, and people managed with the best 
ofthe old ones. A patriotic piece. intersperscd 
with songs. Die Ehrenpforte (The Portal of Hon- 
our), by Fr. Treitschke, performed at the 
Kiarnthnerthcr Theater, on the 15th, 16th, and 
28rd July, 1815, and then with ‘‘appropriate 
alterations,” on the 8rd and 4th October, in 
honor of the Emperor's Saint’s Day, was decked 
out with music by Hummel, B, A. Weber, Sey- 
fried, Weigl, and Beethoven. (The final mel- 
ody was by the last.) 

The only notable musical work directly cele- 
brating the presence of the Sovereigns was 
Beethoven’s Glorreicher Augenblick, a wonder- 
ful moment in the democratic career of him 
who created the Hroica. An important occa- 
sional piece, C. M. von Weber's Cantata, Kampf’ 
und Sieg (Battle and Victory), towhich the com- 
poser attached especial value, was never, as far 
us I know, produced in Vienna; it was, how- 
ever, performed most successfully at Prague in 
1816. A year previous Weber published in the 
advertisement sheet of the Leipziger Allgemeine 
Musikzeitung the following notice :— 

‘*On the subject of the Battle of La Belle 
Alliance, I have undertaken the composition of 
a Cantata with the title Kampf und Sieg, to 
celebrate the annihilation of the enemy in the 
year 1815, a fact I deem it necessary to make 
public, for the purpose of preventing the 
unpleasantness of others selecting the same 
theme.” 

According to this, he strongly suspected the 
patriotic fertility of his colleagues, and he had 
reason for so doing. The series of musical 
descriptive effusions which then appeared was 
endless, Steibelt wrote a grand Pianoforte 
Fantasia, ‘‘ Die Zerstérung von Moscow ” 
(** The Destruction of Moscow,"’) in which the 
**Marlberough Song,” ‘* God Save the King,” 
and all kinds of national marches figured; in 
which the flight of the army was portrayed, 
ete. Gliiser published a ‘*Schlacht bei Belle 
Alliance” (‘*The Battle of Belle Alliance,’’) 
text by Pustkuchen, for voice and pianoforte 
accompaniment; Heydenrich, an_ orchestral 
picture, entitled ‘Die Schlacht bei Aspera ” 
(‘* The Rattle of Aspern,”’) ete. 

The most famous and most enduring gift 
made by music to the national spirit of the time 
were C. M. von Weber's settings of Theodor 
Kérner’s Leier und Schwert (composed in 1814). 
The enthusiasm in this case was no affected 
enthusiasm, but darting, flashing fire, that 
warmed and lighted up everything. These 
songs were, at one and the same time, costly 
musical gems and a political power; they are, 
properly speaking, the only specimens of the 
occasional music of that period which have 
lasted to the present day. In Vienna, it was 
comparatively a long time before, Leier und 
Schwert were known. As far as I am aware, it 
was not until after 1820 that any of the music 
was played there, a fact which is the more 
striking, as the poet, Theodor Kérner, was so 
well known and so highly esteemed in the Aus- 
trian capital. For Kérner, personally, art 
came forward with only a very modest com- 
memorative tribute, namely an: ‘‘Elocutionary 
Entertainment as funereal Celebration for Th, 
Korner,” which was given by his friend, Th. 





von Sydow, on the 11th March, 1814, in the 
large room of the Roman Emperor. 

It is worthy of remark that the Society of the 
Friends of Music, also, the most important mu- 
sical institution in Austria, sprang up under 
the patriotic tendencies of the year 1812, and 
actually won official recognition of its exist- 
ence in the sunbeams of the Vienna Congress. 
It is true that the development of musical dilet- 
tanteeism in Vienna had, in the natural course 
of things, been working up to the organization 
and unison of the various elements involved, 
and would (though not till somewhat later per- 
haps) have attained this end even without the 
War of Deliverance. But the decisive outward 
impulse was really a patriotically political im- 
pulse; the musical amateurs of Vienna wanted 
to organize a grandiose entertainment for the 
benefit of the inhabitants of the Marchfeld, who 
had been most severely hit by the war. The 
entertainment was the performance of Handel’s 
Timotheus in the Imperial Riding School (then 
granted for the first time for a musical object), 
on the 29th November, 1812. The receipts 
amounted to between 19,009 and 20,000 florins, 
Viennese currency, to which the Emperor con- 
tributed 1,000 florins more. On the 8rd De- 
cember, the performance was repeated, and 
brought in 14,000 florins. During the sitting 
of the Congress, the Association received the 
sanction of the Emperor Francis—a few days 
after it had performed Handel's Samson before 
the assembled imonarchs. Caroline Pichler, 
who sang in the chorus on the occasion, informs 
us, in her Dankwirdigkeiten, that all those who 
took part in the performance had to appear in 
full dress, the ladies in white with ornaments, 
the gentlemen in black tail-coats with crush 
hats. This etiquette and the injunction to ab- 
stain from all applause addressed to the public, 
spread, unfortunately, ‘‘a chilling atmosphere 
over the performers.” 

An echo of these political events was heard 
in F. W. Berner’s cantata: ‘*Feier des allge- 
meinen Friedens’’) (*‘ The Celebration of Uni- 
versal Peace,’’) given in 1818 at the Burgthea- 
ter, and the performance of Spohr's Befreites 
Deutschland (Germany freed), in 1819. From 
that time political strains were totally silent 
down to March, 1848. 

Ep. HANsLIcx. 





The “Edinburgh Review” on Wagner. 


The writer, in the prefatory portion of his 
essay, thus describes the present stage of mu- 
sical art :— 

Of all the forms of art practised in the present day, 
there is but one which is the result of an impulse 
and feeling peculiar to the modern period, and hav- 
ing no reference to precedents of a former age. 
Music is the offspring of the latest springtide of cre- 
ative energy, which has reached its height, we may 
almost say, within the experience of inen of the 
present generation, It is true that in a certain 
sense the pedigree of the art may be traced further 
back than such an observation would snggest. 
Without counting the echoes of popular or of relig- 
ious song which reach our ears faintly from more 
remote periods, we have the solemn interwoven 
harmonies of the school of Palestrina, and the part 
songs and madrigals which gave a sober gaiety to 
the festivities of old English homes. But music 
has run a new and great career since Milton invoked 
the “Sphere-born harmonious sisters, Voice and 
Verse.” Not to speak of the extension of their com- 
bined triumphs in Oratorio and (with certain limi- 
tations to be hereafter considered) in Opera, it has 
been long since discovered that the younger sister 
was not dependent on the elder—that music had 
her own language and her own utterances apart froin 
rg and had strength and resources for pursuing 

er own independent course, Commencing with 
forms of composition appealing rather to the reason 
than the fancy of the listener—with expositions of 
the logical elaboration of themes according to a pre 
scribed form and in direct reference to a scientific 
basis—instrumental music has gradually invaded 
the realms of sentiment and imagination, has extend- 
ed and amplified her forms of expression, and called 
to her aid new resources in the tone-coloring afford- 
ed by the timbre of her various organs of speech, 
till in the Symphony, as developed by Beethoven, 





we have’some of the deepest and most intense ex- 
pressions of poetic feeling which have ever stirred 
the hearts of mankind. After such a triumph an 
anticlimax was inevitable; and though we can by 
no means say that the poetic fire has been quenched 
—though new and genuine voices have spoken to 
us since then, if not. with the same deep pathos, yet 
in tones which have the touch of original genius— 
we cannot expect but that music, following the anal- 
ogy of all previous forms of art-creation, should 
“have its winter, too, of pale misfeature ;” nor can 
we shut our eyes to the signs that we are passing 
from the great period of spontaneous musica} art 
into the literary and self-conscious phase which usu- 
ally marks the decline of an art; the period of 
weighing and criticizing, defining principles and 
aims, whieh has never hitherto been largely in- 
dulged in until the minds of men, set free from their 
absorbing interest in the production of great works, 
have been at leisure to regard their art as a subject 
for speculation and theorizing. 


‘Tf, however,” the writer goes on to say, 
‘¢we find the present crisis in musical art char- 
acterized by this peculiarity, that these very 
critics themselves proclaim the decease of mu- 
sic in regard to its hitherto accepted forms, 
while they point to » composer who promises 
to give renewed and even higher life to the art 
by leading its streams into a new channel; if 
this musical prophet bases his claims not only 
on critical writings displaying, in spite of some 
bigotry and one-sidedness, a distinct, and, in 
some respects, a consistent theory, but upon 
compositions of the most ambitious character 
in regard to scale and elaboration; if these 
compositions have found acceptance with a 
considerable and apparently increasing public ; 
such a claim certainly merits serious and im- 
partial consideration from all who are interest- 
ed in the art.” With this preface the critic in 
the Edinburgh Review addresses himself to dis- 
cuss the opera, and Wagner's notions for its re- 
form. He says:— . 

Musical drama, commonly called opera, is a form 
of art which has not been much in the odor of sanc- 
tity. Its logical basis, as a combination of poetry 
und music, has been little considered ; and while the 
opportunities it presents for brilliant climax of 
musical and spectacular eftect have made it always 
a favorite entertainment with the wealthier section 
of the mob (using the word in Fielding’s sense), by 
the minority who take their pleasure thoughtfully 
it has usually been regarded, in England especially, 
as an illicit union of music and drama, greatly to 
the dishonoring of the latter; and our literature, 
from Swift and Addison to Thackeray, abounds in 
gibes on the subject, intensified perhaps by the lack 
of musical organizations and sympathy in the Eng- 
lish literary mind since the Elizabethan era. But 
even in Germany, where opera has always ranked 
more as an art and less asa mere entertainment 
than with us, there has been a frequent)y recurring 
diszatisfaction amongst thoughtful critics with the 
one-sided principle on which the marriage of mu-ic 
with not very immortal verse has been carried ont, 
and which is curtly summed up by Wagner in his 
definition of the popularly accepted rdea of opera 
as ‘‘a tightly-built scaffolding of musical forms, to 
which the poetry was to conform.” In other words, 
the primary object of opera having usmally been to 
give opportunity for brilliant or passionate musical 
expression, with whatever additional effeet could be 
contributed by s}-ectacle and by free action on the 
part of the singers (whieh latter is a more impor- 
tant element: in the efteet of declamatory singing 
than is sometimes recognized), the result eame to be 
that the musician had it all his own way (always 
with due submission to the singers), the story and 
situation being regarded merely as furnishing the 
needful opportunities for eomposer and singers to 
display their respective powers, As it was not to 
be expected that any dramatic poet of genins would 
move in these ahaekles, operatic libretti afforded in 
general Only too good an excuse for the ridicule of 
the English critics before-mentioned—for the sar- 
casm of Voltaire, “Ce gui est trop sol powr étre dit, 
on le chante,,—for the contemptuous wonderment 
expressed by Goethe at the “ arrangement in some 
people’s natures” by which they were enabled to 
enjoy beautiful music, though illustrating a misera- 
ble subject—for such a more serious and detailed 
arraignment of opera as thas quoted from a German 
critic of the last century by Professor Ritter, whose 
two lectures on Opera, forming the fourth .and 
eighth chapters in his leetures on the “History of 
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Music,” should be read by those who are interested 
on the subject :— 

“In that extraordinary spectacle to which the 
Italians had given the name of opera, there is to be 
found such a mingling of the great and the small, 
the beautiful and tasteless, that [ hesitate in what 
terms to write about it. In the best of operas, we 
see and hear such stupid and trivial things, that we 
might think them only calculated for children, or 
for a childish populace ; and in the midst of their 
revolting silliness, passages occur that pierce the 
heart with horror, fear, pity, or refined voluptuous- 
ness, A scene, during which we have forgotten 
ourselves, and felt the liveliest interest in the. char- 
acters, is fellowed by one in which the same char- 
acters strike us as blundering fonls, awkwardly try- 
ing to astonish and alarm a vulgar crowd. While 
we cannot bear to recall the sensclessness which 
has disgusted us in the opera, we cannot help re- 
membering its charming scenes with emotion, or 
without wishing that artists would unite to make of 
this great spectacle that perfect thing which it is 
capable of becoming, The opera might be the most 
powerful of all spectacles, because all the fine arts 
unite in it; but it is a proof of the superficiality of 
the moderns that they have lowered, and exposed 
to contempt, all the arts.” (Sulzer: Theorie der 
schénen Kiinsten). 


Without noticing the serious non sequitur 
that the opera ‘‘might be the most powerful 
of all spectacles because all the fine arts unite 
in it” (the truth being that union of arts is but 
too apt to result in weakness, teste opera itself), 
the writer shows that Gluck in a measure an- 
ticipated Wagner's theories, but considers that 
the earlier reformer did not carry his princi- 
ples to their logical results. He proceeds to 
say truly— 

The problem, of course, really turns upon the 
question, what degree of conventionality is aimed 
at in musical drama? All dramatic art of high 
class is conventional—is removed from the plane of 
realism—and we require that the special standard 
of conventionality adopted should consistently 
maintained. A perfectly logical scheme of lyrical 
drama may be framed. if we regard the music as 
only employed to illustrate, heighten, and prolong 
the expression of feeling at certain points where it 
rises to a climax suitable for lyrical utterance; the 
intermediate or connecting links of the poem being 
treated in a more desultory musical form (recita- 
tive), chiefly with the view of preserving tonal unity 
and continuity. This principle is very nearly real- 
ized in such an opera, for instance, as ‘“ Don Gio- 
vanni;” indeed, the adherents of Wagner admit 
that the dramatic demands of opera were by no 
means overlooked in the main by Mozart, whom, in 
fact, they rather adroitly manage to claim as an ally 
on the plea that he “unconsciously worked to the 
same end,” though they (correctly) adduce instances 
in which he uses the lyric form where the stage sit- 
uation does not admit of it; as, for instance, in the 
duet in ** Figaro” before the page jumps out of the 
window. But there is nothing essentially illogical 
or shocking to the critical sense in this form of lyr- 
ic drama, if consistently carried out ; the conditions 
of the representation are understood beforehand ; 
there is really no more esthetic /apsus in it than in 
people talking in blank-verse or rhymed couplets in 
the spoken drama, It may no doubt be objected 
that in such a form of composition the music is of 

rimary and the poem of secondary importance, but 
it must be remembered that much of the effect and 
even the meaning of the music are dependent upon 
the existence of well-contrasted characters and tel- 
ling “ situations,” which must be defined by the po- 
et, not to say that the very objection supposed in- 
volves a begging of the question and an entire 
shifting of the ground cf criticism. Waiving that, 
however, it must we think, be admitted that there 
is a consistent form of lyrical grama, which has been 
the point de départ in the operatic warks of Mozart, 
Beethoven, and Weber (not to mention lesser 
names), and which Herr Wagner himself adheres 
to, to a considerable extent, in his “ Tannhapser.” 
But there is also what we should distinguish as mu- 
sical drama, in which the poem occupies altogether 
the first ples, ane in which the musical setting is 
employed purely as a means of adding force and, 
coloring to dramatic expression, and the musical 
form compelled to bend entirely to the form and 
progress of_the-drama, To this principle of the 
combination of music and drama Gluck’s method 
tended, though, as_we have inferred, he never fully 
realized it, the outlines of the old regular musical 
forms constantly showing themselves through the 





dramatic veil hung before them; and this principle 
Wagner has definitively adopted in its entivety, as 
the only legitimate and satisfactory solution of the 
problem of the union of music with dramatic story 
and stage action. 


Tracing the development of Wagner’s mind 
as shown by his earlier works, the writer of 
the article reminds us of the raison d'etre of 
‘*Tristan and Isolde,” which is probably, or 
might be, the next work of Wagner's to be 

roduced in England. The reformer was writ- 
ing his great tetralogy :— 


The composition of such a work of course spread 
over some years ; and it was whilst still engaged in 
it that he was induced, partly by hearing of the 
growing acceptance of his earlier works on the part 
of the public, to pause from his task for the compo- 
sition of a smaller opera which would give him the 
chance 9f at-once hearing something of his own 
written in accordance with his latest feelings and 
views on the art. The work written in accordance 
with this impulse is “ Tristan and Isolde,” which is 
in fact later in order of composition than most of 
the Tetralogy, which represents more completely 
than any other of his works the artistic result of the 
theory of opera which he has evolved and to which 
he may be said to have pledged himself. In this 
work the subordination of the music to the drama, 
or, as its composer would probably prefer to say, 
the interpenetration of the two, is complete. Nota 
vestige of lyrical form is left (saving a rough song 
by the men on Tristan’s vessel in praise of his ex- 
ploits) ; the operatic chorus has utterly disappeared, 
and “the entire extent of the music is, as it were, 
presented in the tissue of words and verses—that is 
to say, that the musical melody is already contained 
in the poem.” (The step from “Tannhauser” to 
“Tristan” is accordingly, as the composer himself 
observes, much longer than that from ‘ Rienzi” to 
“Tannhauser.” We may readily concede that a 
much more intimate amalgamation between the po- 
em and the music is attained by this method of pro- 
cedure, and find no difficulty in believing that this 
oat te of the musical form in the poem may 

ave proved rather 4 help anda stimulus than a 
hindrance in composing the latter. There remains 
the question, “ whether by this procedure the musi- 
cal form of melody is not prejudiced by being de- 
prived of its freedom of movement as well as devel- 
opment?” That is indeed the pvint upon which we 
are disposed to think Wagnerian opera must ulti- 
mately stand or fall. 

Of Herr Wagner’s theoretic basis for the position 
he assumes we must say at once that it appears to 
us to be equally contradicted by nature and by art- 
history. We can hardly be expected to waste space 
in collecting formal evidence that the love of rhythm. 
ical accent is something inherent in human nature, 
and not dependent on accidents of time, place, and 
habit ; we may just allude to the fact, certainly not 
insignificant, that even the very physical basis of 
music is rhythm, since the distinction between what 
we recognize as musical sounds and those which are 
not so consists in the isochrenous character of the 
vibrations in the former. The statement of the case 
on historical grounds, methodical as it appears in 
Herr Wagner’s way of putting it, is based upon a com- 
plete petitio principit, Granting that we had data 
sufficient to enable us to say positively that Greek 
music consisted in rhythmical tunes used only as an 
accompaniment to the dance, why is the dance to be 
the cause and the music the effect? Surely it were 
at least as reasonable to regard both as springing 
from the same innate tendency to rhythmical ex- 
pression ; or even to go further and regard the dance 
as arising out of the music, and impossible without 
it. The tune can be invented and played without 
the dance; the latter cannot be danced without the 
tune. Admitting, however, the dance-form of pre- 
historic music to be established, Wagner points to 
the noble school of unrhythmical polyphonous mu- 
sic of which Palestrina was the great name, and 
asks who, after hearing his ‘“Stabat Mater,” and 
contrasting it with the mere tune-writing of the 
modern Italian opera, “ could suppose the latter to 
be the legitimate daughter of that wondrous moth- 
er?” Fully sympathizing with the main tendency 
of the feeling implied by the question, we reply, 
that even supposing the historical connexion be- 
tween the two schools cannot be traced (as we think 
it can), the deduction as to the inherent supremacy 
of music unfettered by rhythm is no fair one from 
the premises. In the first place it must be remem- 
bered that the early Italian church school, however 
grand and elevated in style. is very restricted in its 
range, and is in fact, only the somewhat monoto- 





nous though solemn.and impressive rendering of a 
special phase of religious feeling; while it would be 
most unfair to deny to the modern Italian school 
the creation of melcdies, some of which have stirred 
all hearts, and whose charm, such as it is, seems to 
be imperishable. But the light genre of the modern 
Italian school generally—the “ poverty of harmonic 
basis” which Wagner satirizes—is no intrinsic char- 
acteristic of rhythmical music, The German school 
also “reverted” (if we are so to speak) to the 
rhythmical or “dance-tune” form of melody, and 
treated it polyphonally ina grand series of works 
the greatness of which Wagner does not venture to 
deny; and the fair comparison would be between 
this and the early Italian school—between poly pho- 
nous melody plus rhythm and polyphonous melody 
minus rhythm. We will not insuit the critical fac- 
ulty of our readers by asking them whether or not 
they consider the choral works of Handel and Bach, 
or the school of instrumental music which culminat- 
ed in Beethoven, an extension of the boundaries of 
the art as practised by Palestrina and his compeers, 
The educated world, with the exception of a few 
ecclesiological enthusiasts, has fully made up its 
mind on that point. A somewhat similar logical 
fallacy is apparent in Wagner’s assertion, repeated 
still more authoritatively by his literary satellites, 
that so far from melody being cramped or interfered 
with hy his system, it is greatly extended, and that 
his operas are, in fact, one succession and blending 
of melody from beginning toend. It is obvious that 
this is a mere arbitrary playing with language. We 
all know what we mean by “ melody;” and if its 
essence be more easily felt than defined, we at least 
know that it is dependent on measured accent in 
time as well as on measured intervals in_pitch, for 
that symmetrical proportion which gives it an indi- 
vidual and recognizable form. Wagner may plead 
that his music presents opportunity for higher ex- 

ression than can be attained through melodic form, 

ut it is absurd to pretend that he is offering the 
world the quality which it understands by the term 
“melody.” It is open to a dramatic poet to main- 
tain, if he please, that prose is a more suitable or 
even a nobler means of anpreeys for his art than 
verse, but he would be justly derided if he were to 
urge that it was in fact the highest and most com- 
plete development of verse, 


Passing by for the moment the question, 
whether the principle of musical composition 
advocated by Wagner is absolutely a higher 
development of the art, the writer in the Hdin- 
burgh asks if it is so relatively to the objects 
and theory of the musical drama. Is it the best 
and most consistent theory of the union of mu- 
sic and poetry ? 

Admitting at once that such a form of art must 
in the end be judged Ly its results—by its power 
over the listener's feeling (which is the sole defence 
that can be set up for the form of most works now 
occupying the lyric stage), and that we have hith- 
erto had scant opportunity for forming such a judg- 
ment, we can nevertheless hardly fail to see that 
the consistency of Wagner's method is sorely men- 
aced when subjected to sn impartial examination. 
We noticed above the differentiation between the 
methods of poetry and music respectively ; the pow- 
er of concentration in the former, the almost absolute 
need of extension and repetitionin the latter. This 
has been well brought out by Mr. Matthew Arnold 
in his thoughtful little essay in verse, rather than 

oem, “ An Epilogue on Lessing’s Laocoon,” where 
ne discriminates the province of music, in relation 
to words, by instancing the depth and extension 
which the musician imparts to the feeling expressed 
in such a concentrated phrase as Miserere Dom‘nz— 


Beethoven takes the two 
Poor wounded words, and makes them new; 


Page after page of music turn 
And st ll they glow and still they burn, 
Eternal, passion-fraught, and free, 
“ Mhiserere Domine.” 

So Handel, when he would tell us how “ the child- 
ren of Israel sighed, by reason of the burdens,” does 
so by the repetition, the persistence with which the 
grief and sighing are drawn out until the impression 
has sunk into our hearts. So, to glance at instru- 
mental music, when Beethoven invented that deep- 
ly pathetic allegretio in his Seventh Symphony, it is 
not by the mere enunciation of the theme that he 
touches us; it is not till the leading proposition, so 
to speak, has been drawn out, repeated, amplified, 
contrasted, heard now in this form now in that, till 
its last broken accents die on our ears, that we real- 
ize the feeling which he meant to awaken in our 
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souls, But the compositions referred to are not 
dramatic in their form. True: but do not such ex- 
amples, and innumerable others, practically testify 
to the truth of the theory as stated by Mr. Arnold, 
and does it not follow that in a system which im- 
plies the detailed interpenetration of the music and 
the poem, precisely the reverse of the old error has 
been committed—that the music has been sacrificed 
to the poem? And yet farther inconsistencies seem 
to arise as we look more closely at the conditions of 
the combination, Whatever his contempt for rhythm, 
the composer is obliged to employ the division into 
“bars” which originated with rhythm—the very 
possibility of getting his music executed depends 
upon it; and so we find him not only in his latest 
work, but even in many parts of “ Lohengrin” ina 
continual strife between the rhythmical accent im- 
plied by the barring, and the effort to conceal and 
escape from it by devices of syncopation and other 
means of breaking up and nullifying the recurring 
bar accent, This is a matter of form comparatively ; 
a still stranger inconsistency is that rhythm should 
be retained in its most marked and recurrent form 
in the versification; and yet that the consistency of 
the music with the poem is to be obtained by oblit- 
erating the rhythm of the latter. There seems to us 
to be an absolute perversity of reasoning implied in 
such a method. Then, again, though the poem and 
the dramatic action are to be the basis of the whole, 
without which the music can have no locus standi 
whatever, yet the actors, who are to sing the words, 
are in the musical construction completely seconida- 
ry, and in absolute bondage to the orchestra, in the 
fetters of whose intricate movement they are entan- 
gled, This is a singular result of a theory which 
professes to regard “the human word” as the pri: 
mal cause and motive of music. Surely the theory 
of what we have called /yrical drama (as distinct 
from musical drama), in which music in its extended 
forms of construction is used to amplify and intensi- 
fy the emotional expression at the great crisis of the 
poem, is as consistent as this. Wagner himself ad- 
mits the power and beauty attained by some of the 
great composers in this genre of opera—admits also 
that in their finest scenes they have entirely sur- 
mounted what is (no doubt) the weak point in it, 
“ the juxtaposition of absolute recitative and abso- 
lute aria, 39 detrimental to a perfect style,” and that 
the recitative has received already with them, in 
in such cases, “a melodic and rhythmic signifi- 
cance, and unites itself insensibly with the broader 
structure of melody proper.” Yet, in his pursuit of 
that ignis fatuns, a perfectly logical theory, the mod- 
ern composer, instead of working up to its further 
capabilities a system which he admits to have pro- 
duced such great effects, cuts the knot by discard- 
ing altogether what he here truly defines as “ the 
broader structure of melody proper,” and adopting 
the imperfect recitative form, as the sole means of 
expression for the deeper emotions as well as for the 
lesser incidents of his drama, A greater unity of 
form, a more close connexion between words and 
music, may be thus obtained ; but it is at the cost 
of forbidding to music all her old freedom of flight, 
of clipping her wings and putting her in a strait- 
jacket. 
’ (To be Continued.) 
———++ 2 > 

Sir F. A. Gore Ouseley on the History of 


Church Music. 
[From the London Musical Standard.] 
(Concluded from Page 171.) 


This then was the way in which the old ecclesias.- 
~ tical melodies were treated before the days of Pales- 
trina, Of course we know that they never ceased 
to be sung also in unison and octaves, and that 
there were some tolerably plain and decently cor- 
rect harmonizations of them in the days of Josquin 
Després and his contemporaries. Still the custom 
was to prefer the complicated and artificial harmo- 
nies to which I have alluded, and in the elaboration 
of which no one displayed more skill than Josquin 
himself, With Palestrina there was introduced a 
much more simple and effective way of composing 
contrapuntal music on the old canto fermo. The 
melody was no longer smothered up in the intrica. 
cies of its accompaniment, but was rather brought 
out and invested with fresh beauty by being woven 
into a network of melodious part-writing. Nothing 
can be more pure and elegant than the Italian school 
of church music in the days of Palestrina and his 
successors, It was without instrumental accompan- 
iment of any kind, and was analogous to the m.adri- 
gulian style of the same period, though of course 
more solemn and sublime than any madrigal, so as 





to suit the words. Palestrina and his school. did 
not by any means confine themselves to composition 
on the plainsong of the church. Much of their mu- 
sic was bond fide original composition, Still it al- 
ways largely partook of the style proper to counter- 
point on the plainsong, on account of its being writ- 
ten in some of the old ecclesiastical scales, for the 
most part, our present system of tonality not being 
then fixed. After Monteverde had discovered the 
true use of dominant discords, and music had begun 
to pass into a new system of tonal development, 
when the relations of the key note to the dominant 
chord, the force of the leading note, and the pussi- 
bility of real modulation by the use of the dominant 
seventh, had becun to be recognized,—it followed, 
of course, that the style of church music in Italy 
underwent considerable modifications, And anoth- 
er thing which contributed nota little to this change 
of style was the universal adoption of some sort of 
accompaniment to the voices, either the organ, or a 
small string band being so employed. 

But. still the ecclesiastical musicians of Italy con 
tinued to compose on the basis of the cantus fermus, 
though in a somewhat freer manner than formerly. 
And magnificent specimens of the effects they sue- 
ceeded in thus producing may be seen in the works 
of such men as Leo, Clari, Scarlatti, Lotti, d&e., &c. 
Tn Spain church music rana parallel course. Inthe 
Lira Sacra Hispana of Senor Eslava are contained a 
very fine series of compositions for the church by 
all the best Spanish composers, from the 15th to the 
19th centuries, And it is interesting to observe the 
analogy which appears always to have existed be- 
tween the Italian and Spanish church music, while 
at the same time there is sufficient difference be- 
tween the two to mark very clearly the character 
of the two countries. In France ecclesiastical mu- 
sic was not raised to anything like the pitch of 
perfection to which it attained in Italy and Spain in 
the 16th and 17th centuries. In Belgium, Orlando 
di Lasso and others might be said to rival the 
schools of southern Europe. In Germany also were 
many good composers who more or less followed 
the same track, and may be looked upon as the germ 
of the great German classical school of a more re- 
cent period, to which all others had eventually to 
give place. During the Elizabethan period we in 
England had a school of church composers equal to 
any then in the world. But owing to the Reforma- 
tion and the translation of the church service into 
the vernacular, we do not find either in their works, 
or in those of Protestant composers in Germany and 
Holland, the same plan pursued as to the retention 
of the old Church melodies as the groundwork of 
elaborate and contrapuntal works. Not but what 
we have some specimens also of that, ¢.g., Tallis’s 
Harmonies for the Responses and Litany. And it 
would not be difficult to name many of our best 
English composers at the present date who have 
pursued the satne course with equal success, 

We have now followed the history of the musical 
treatment of the old ecclesiastical melodies from 
medieval times down to nearly our own days, And 
the consideration which I wish to put before you as 
a deduction from this history is this—May it not be 
a very useful exercise for young composers to prac- 


‘tice composing fugal music on ancient themes? 


There is, as it appears to me.a growing tendency in 
these days towards secularizing church music. I 
mean making the style of music for the church and 
for the concert-room almost identical. It has oc- 
curred to me that one antidote to this tendency 
would be to encourage all young musical students 
to give much more time than they usually do to the 
study of counterpoint on # plain song. No one 
would compose worse secular music for having un- 
dergone this training, while all who wished to write 
music for Divine service would unquestionably feel 
the benefit of such a course. 

All the greatest foreign composers np to some 
fifty years azo had been taught more or less on this 
plan, and it cannot be said to have produced any 
but good results in their case. If any one wishes 
for good examples of such music, I should recom- 
mend him to try and procure a copy of Padre Mar- 
tini’s ‘“Esemplare di contrappunto sopra il canto 
fermo;” 4to,, Bologna, 1773; and also Paolueci’s 
“Arte pratica di Contrappunto;” 4to., Venice, 
1762. 

I now come to another consideration arising out 
of the history of ecclesiastical music. I allude to 
the use of vsrious musical instruments in church. 
It is not intended, however, to take np the time of 
this meeting by reviving the old and well-worn con- 
troversy about the lawfulness of organs in churches 
If any one here holds the view entertained mostly 
(if not exclusively) in Scotland, and in the Greek 





church, that pure vocal music alone is admissible in 
public worship, let them not listen to the remarks 
Tam about to make—they are not addressed to them. 
The consideration which I wish to lay before this 
meeting is this—Whether all the arguments which 
can be adduced in defence of the accompaniment of 
vocal music by the organ, during Divine service, do 
not equally vindicate the use of other instruments 
also, It is easy to understand a line being drawn 
between pure vocal music, and instrunrental accom- 
paniments. But it is (as I think) quite impossible 
to draw a line between the exclusive use of the or- 
gan, and the employment of a full band. If we go 
to Scripture for examples, we are at once coufront- 
ed with the enormous orchestra which plaved at 
the dedication of Solomon's Temple. We have to 
face the headings or dedications of many of David's 
Psalms, wherein not only are the various instra- 
ments named by which they were to be accompan- 
ied, but the names of some of the performers are 
specified. We have to encounter the employment 
of the large orchestra again by King Hezekiah, 
coupled with the express declaration that it was all 
done according to the express command of God. 
(2Chron. xxix, 25—28.) We cannot in the face of 
such evidence as this condemn the use of instrumen- 
tal accompaniments to Divine services as unscriptu- 
ral. At any rate, it is amply sanctioned by the Old 
Testament, und I defy any one to find a syllable in 
the New Testament which has the least appearance 
of countermanding or forbidding the established 
customs of the Jews in this matter. Our Lord at- 
tended the services in the Temple, and thence drove 
out the buyers and sellers, and exposed every pre- 
vailing abuse. Yet He never once said a single 
word against the use of church music. In this, then, 
as in other matters, we may rest assured that “ the 
Old Testament is not contrary to the New.” And 
to corroborate this argument still farther, let us re- 
member the many passages in the Book of Revela- 
tion, which speak of ‘‘ Harpers harping with their 
harps,” as seen and heard in a vision by St. Johnat 
Patmos. Were I preaching a sermon instead of 


reading a paper, I could go on at length to bring . 


forward argument upon argument, and fact upon 
fact, to establish the Scripturalness and consequent 
lawful of instrumental music in public worship. 
But, as it is, I must not enlarge further on this the- 
ological point. Suffice it to observe that the vast 
majority of passages which may be adduced refer- 
ring to musical instruments in the Bible, refer to 
stringed instruments of various kinds, and others to 
trumpets—a very few to instr ts of per i 
But, of course, none whatever to what we call organs, 
for these had not then been invented. Of all instru- 
ments, then, it may be said that organs are among 
the least Scriptural, while the harp might be defend- 
ed with much more success were all arguments con- 
fined to the pages of Holy Writ, 

Seeing, then, that there is Scriptural authority 
for the use of an orchestra in Divine service, but 
none for any particular instruments, and certainly 
none for the exclusive use of the organ, I think the 
consideration fairly arises whether those who object 
on Scriptural grounds to instruments in church, but 
make a special exemption in favor of the organ, are 
not illogical and inconsistent. The real question at 
issue is between no instruments and any instruments. 
The Greek Church and the Scotch Presbyterians are 
for the former plan; the Western Church for the 
latter. The exclusive use of the organ as an accom- 
paniment to the voices in church is of very modern 
growth. Apparently it has arisen from two causes 
—lIst, that organs are often available when a full 
band is not; 2ndly, That of all instruments none is 
so well suited for the purpose, when used alone, as 
is the organ; but neither of these reasons consti- 
tutes a valid objection to the employment of a full 
band, where such an accompaniment can be ob- 
tained. It is, of course, obvious that such an expen- 
sive and troublesome appendage as a band of per- 
formers can only be procured on rare special oceca- 
sions. It is also no less certain that when it is 
available it must be hedged in with many precau- 
tions in special rules to secure reverent demeanor 
and gvod discipline. Still all this may be done, 
and has been done, and the occasions on‘ which it 
can be achieved are daily becoming more frequent. 
St. Paul’s Cathedral and Westminster Abbey have 
set a good example ; several London churches have 
worthily followed suit. Nor can it be said to be an 
innovation, Every great composer in France, 
Italy, Spain, Portugal, and Germany for the last 
250 years has left behind him full scores of orches- 
tral masses, motets, cantatas, and hymns. Orato- 
trios in Latin, Italian, and German, including Bach’s 
Passion Music and many similar works, were all in- 
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tended for performance in church, and as an act of 
worship. Nor have we been without instances of 
Church of England services with band accompani- 
ment at the old Festivals of the Sons of the Clergy 
ins St. Pavl’s Cathedral, and formerly also on the 
first days of the Triennial Choir Festivals at Here- 
ford, Worcester, and Gloucester. Many composi- 
tions exist by old English cathedral composers, ex- 
pressly intended for the use of the Chapel Royal, in 
which not only the organ but also a string band is 
employed. Among these we may enumerate works 
by Gibbons, Weelkes, Este, Purcell, Blow, Croft, 
Greene, Boyce, and others. We must especially 
remember Purcell’s grand Te Deum and Jubilate in 
D, Handel’s Te Deuins and Jubilate, and his Chan- 
dos Anthems, not to mention the anthems composed 
for the coronation service by Blow, Purcell, Handel, 
Attwood, and others, and the Funeral Anthems by 
Handel for Queen Caroline, and by Bononcini for the 
Duke of Marlborough, all which compositions were 
written with accompaniment for a full band, and so 
performed. We see, then, that the traditional use 
of the band in church has never been given up, al- 
though its use has become exceptional of late years. 
As to military bands, of course, they have been used 
continuously to accompany military services, and 
no one has ever found fault with them. The miser- 
able string bands, and still more distressing clario- 
nets and bassoons, by which the servicesin country 
churches used formerly to be accompanied, can 
hardly be quoted as an example to be followed. 
Still, even these have their force as an argument 
against those who would tolerate no instrument in a 
church except an organ, or its wretched substitute, 
a harmonium. Surely, the best rule is,to seize on 
all that is most perfect, in this as in every other art, 
and devote it to the service of the sanctuary. 

If I am right, then, in hoping (and assuming in- 
deed), that the introduction of the orchestra into 
our churches is likely to hecome a more frequent 
occurrence than of yore, then we are brought face 
to face with a new difficulty—I mean the lack of 
good English church music at once orchestral and 
ecclesiastical in character. Of this there is compar- 
atively, as yet, very little. Surely this opens out a 
new and promising field of work for young English 
composers, in which great things may be done. Let 
me earnestly recommend it to their special atten- 
tion. It is hard to imagine any theme more inspir- 
ing, more likely to evoke real scintillations of musi- 
pe tose than the glorious “Te Deum.” Difficult 
I allow. it to be—difficult both on account of the in- 
trinsic sublimity of the words, and also because of 
the natural diffidence which any modest composer 
must feel when he knows that his work will be com- 

ared to the “Te Deums” of Purcell and Handel. 

ut neither of these difficulties are insurmountable. 
I abstain purposely from waming any living compo- 
sers, but a very fine orchestral ‘Te Deum” has 
been composed, and performed, not in church in- 
deed, but in the Crystal Palace, within the last few 
years, with no inconsiderable success. The other 
canticles and hymns of the church also present most 
favorable opportunities for similar, and equally suc- 
cessful, treatment. 

These, then, are the considerations, arising out of 
the history of ecclesiastical music, which appeared 
desirable to lay before you to-day. That I have 
done this very imperfectly indeed, I am only too 
sensible. But such as it is, 1 am not without hope 
that this paper may be of some use. It is a subject 
which has not hitherto been broached at any of 

* these meetings, and it is possible that subsequent 
discu:sion upon it may bring out some useful. facts, 
some practical hints, some novel ideas, some neces- 
sary cautions, all in the service of our art, and 
therefore welcome both to ourselves and to our 
friends outside. In that hope, let me commend the 
subject to your best attention. 

In the discussion which followed, Mr Witutam 
Cuarrett entered into several of the historical ques- 
tions raised by Sir Frederick, and Dr. Statner ad- 
vocated the use of music, whether ancient or mod- 
ern, on the single condition of its fitness for the end 
in view. What could be more beautiful than the 
tonus peregrinus? Mr, T. L. Sovracate reminded 
the speaker that this was not a Gregorian, but onl 
& corruption from a Gregorian. Mr, Cummines rid 











iculed the claim of a Divine origin which was often 
put forward on behalf of Gregorian music. He re- 
ferred to certain experiences as suggesting caution 
in the use of the orchestra in church. Mr. Par- 
RATT admitted that some of the ancient music was 
melodious, but explained what he regarded as an 
anomaly on the ground that, while generally writ- 
ing that which was hideous, it could not be won- 
dered at if the ancient writers occasionally blan- 





dered into something better. Mr.-Macxeson be- 
lieved the great reason who so-called Gregorian 
music found favor was because it met the growing 
want of music for congregational singing, and he 
urged that Church composers would do well to con- 
sider the requirements of the great multitudes now 
constantly assembling for Divine worship. Mr. 
Hvtran in closing the discussion expressed his 
strong sympathy with the use of the orchestra in 
church, but questioned whether it had not better be 
confined to strings. He regretted the disappear- 
ance of the little bands which used to exist in parish 
churches in the country, Church musicians would 
do well to study Gibbons rather more and give us 
less of the style of Gounod. 


AAA oe te ee 
Prof. Paine’s Symphony. —Shades of: 
Opinion. 

[From the Saturday Evening Gazette, Jan. 29.] 


and are perfectly balanced. There is an abundance of 
fresh and flowing melody, and nv lack of learning judi- 
ciously displayed. There is not a moment in it when it 
ceases to maintain a firm hold upon the attention and 
the interest, and ths immense success it obtained testi- 
fied that Mr. Paine had won his spurs right royally. 


[From the New York Tribune, Feb. 7.) 

The matinée given by Theodore Thomas at Steinway 
Hall on Saturday was memorable for the first production 
in New York of Mr. J. K. Paine’s first symphony, and it 
was gratifying to observe that the trial of so important 
and serious a work by an American composer was suffi- 
cient to attract a respectable audience, in spite of the 
counter attraction of Tietjens in “ Norma” at the Acad- 
emy of Music. It was by no means a full house, but there 
was at least a fair array of listeners, who bestowed upon 
the performance a close and intelligent attention, and 
greeted the symphony with unmistakable marks of ap- 
proval. The work is in the key of C minor, and is scored 
for the usual instruments of the modern grand orches- 
tra [piccolo excepted}. It opens with an Allegro con 
brio, the very first page of which disp the list to 








+ « « + « Mr. Paine’s patient labor, his desty, 
and his rare talents, long ago won for him the warm ad- 


_miration of those who know him, and these entertained 


a well-grounded belief that if a fair opportunity were 
accorded him he would win esteem for his country 
among those who believe that nothing worthy in the 
way of what is high in musical art can rise and flourish 


.|in America. It is somewhat painful to reflect that a 


native composer is almost debarred from hearing his 
works performed here, especially when it is taken into 
consideration that the only means he has of improving 
himself in his art, and of discovering his strength and 
his weakness, lie in the chances that are given him to 
hear his compositions played. An artist of Mr. Paine’s 
talents should not besocramped. His symphony makes 
that only ioo plain. While we do not claim for it a place 
among the great works of its kind, it is so full of strength, 
of vigor and of refinement; it shows such a mastery of 
the resources of harmony and of orchestral effect; it i: 
so full of thought, brilliancy and solid worth, that it 
merits the highest praise as a harbinger ef noble prom- 
ise in its composer. It was a genuine surprise, even to 
Mr. Paine’s warmest friends, in the fluency of idea, the 
freedom from dryness, the apparent spontaneous flow 
of thought, and the graceful flexibility of style, that dis- 
tinguish it from beginning to end. Though polished in 
all its details with the most scrupulous care, it has the 
merit of keeping out of sight the labor that has been 
expended upon it, and of making a harmonious whole 
from which the attention is not attracted by any ob- 
trusive display of learning for learning’s sake. We 
shall not attempt to describe the work in close detail, 
convinced that, with the best intentions imaginable, it 
is impossible to convey any intelligible idea of such a 
composition without copious extracts, and these we are 
debarred from giving, for reasons that will be obvious. 
The opening movement, an allegro con brio, is full of 
broad and masculine vigor, and seizes upon the interest 
of the listener from the outset. The second theme is 
very graccful in design, is charmingly introduced, and 
is beautifully worked out. In the scoring of this part of 
the work Mr. Paine shows not only a | gran t fancy, 
but an appreciation of the quality and timbre of the 
various instruments that results in an almost endless 
series of delightful effects. Every instrument has the 
notes best suited to it, and this distribution has been so 
well studied, and seems so natural, that any change 
would mar the admirable unity that prevails. In the 
wind instruments, especially, is this fiue sense of appro- 
priateness of expression made particularly apparent. 
The scherzo opens with a playful and well-marked 
theme, which is elaborated with brilliancy and fine 
effect of contrast. The trio in this movement, a conver- 
sation between the clarinet and horn, is very a 
concéived, and is treated on its second appearance wit 
exceeding grace. The melody is charming, and the va- 
rious figures by which‘it is accompanied are equally 
interesting. The adagio has a lovely theme, which 
abounds in tenderness and quiet beauty. It flows 
calmly and sweetly after the manner of those continu- 
ous melodies with which Wagner has made us so famil- 
iar, and it has much of the rich sensuousness that 
marks that composer in his more placid moods. In 
originality, warmth of coloring. largeness of effect and 
deep poetic feeling, this movement must be pronounced 
the most attractive in the symphony. It is exquisitely 
score. and in all respects would reflect high credit upon 
any living composer. The finale overflows with energy 
and fire, and is a worthy culmination to what has = 
ceded it. Here, as in the other portions of the work, Mr. 
Paine has manifested a fine feeling for contrasts, and 
has shown a perfect mastery in combining the various 
instruments to the best advantage, The contrapuntal 
effects are striking and well-considered, and an admira- 
ble unity and consistency are maintained throughout. 
The final climax is noble and stirring, and fitly brings to 
an end a work which, in every movement, shows many 
and unmistakable marks of vigorous and prolific genius. 
That the symphony is faultless we do not claim; but it 
is so far in advance of any similar production we have 
had from a native composer, its beauties are so numer- 
ous, so varied’and spontaneous, that it would be more 
than ungracious to dwell upon the few flaws it possess- 
es. Itis not the least of the merits of this work that, 
while it takes advantage of everything that the modern 
school has given to musical art, it has avoided the wild 
and meaningless excesses of the “ music of the future.” 
The forms are those of the recognized masters of the art, 





pl t anticipations, not so much by anything start- 
ling in the theme as by the composer's evident mastery 
both of his subject and his materials. Clearness of 
thought, elegance of arrangement, and vigor of expres- 
sion are conspicuous from the outset. The principal and 
secondary themes are both clean cut and pleasing, and 
both admirably managed, and the transitions from one 
to the other, the modulations and the thematic develop- 
ments, are contrived in all cases with a most happy ef- 
fect. What we knew already of Mr. Paine’s work pre- 
pared us for the faultless construction and the noble 


contrapuntal harmony which are found all through this 
movement; but the easy flow of melody and the poetical 
taste in the instrumentation, especially in the employ- 
ment of the wind instruments, were a constant surprise. 
The second movement is a Scherzo [Allegro vivace] in 
which we confess that we found hardly as much grace 
and playfulness as seem to have been apparent to the 
ablest Boston critics; but like the first movement it is 
clear, strong, and regular. About the beauty of the 
trio, however, in i part of the a, there can be 
no two opinions. It is introduée by an effective rallen- 
tando phrase for the clarinet, and then flows on [Meno 
allegro], as a dialogue, first between clarinet and horn, 
with a soft string accompaniment, again between flute, 
clarinet, and horn, afterward with the substitution of a 
hautboy for the flute. then with a second clarinet, end- 
ing with an ascending ritenuto phrase for the flute. 
The melody here is charming, and the sustained passage 
for the horns which leads back to the Allegro vivace is 
very effective, The third movement, an Adagio in A- 
flat, is the best of the whole work. The principal theme 
is a graceful and tender melody, which touches the feel- 
ings at once, and it is developed and varied with the 
most beautiful and ingenious harmonic treatment, un- 
winding itself slowly and smoothly at great but never 
tedious length, with multiform effects of elegant instru- 
mentation. If Mr. Paine had written nothing else, this 
alone would stamp him a master of the orchestra. 
Finale [Allegro vivace] is as vigorous as the introduc- 
tion, and equally interesting, and it closes with a fine 
crescendo prssage, in which the full strength of the or- 
chestra is admirably broughtinto play. The symphony 
is distinguished not merely by the beauty and fluency of 
detached portions. but by the symmetry of the whole, 
the breath of the plan, and the composer’s firm grasp of 
his ideas; and these, we need hardly say, are distin- 
guishing qualities of a masterpiece. 
[From the New York World, 6th.] 

Mr. Theodore Thomas has a happy knack of confound- 
ing his enemies. He replies to their assaults by straight- 
forward action, not by argument. As he has more than 
once reminded the public, he is not a man of words. 
Music is his language, and he knows that language so 
well that he rarely fails to make himself understood. 
Having a lofty purpose, and being persistent in its ac- 
complishment, he makes his defence in his own way, 
and there’s an end of the matter. Charged with obsti- 
nately refusing to accept any compositions from Amer- 
ican writers, he replies by producing one that he had ac- 
cepted eight months before the charge was made. Hav- 
ing presented to him a work which he finds, on careful 
examination, to be worthy of a place in his repertoire, 
he gives the public a chance of judging and enjoying 
at the earllest convenient moment. Professor John K. 
Paine’s First Symphony was fittingly presented before 
a Boston audience before it was brought to New York. 
It was right that the author should have his immediate 
and personal friends as his first judges. They decided 
enthusiastically in his favor, and that was right, too, for 
the professor of music at Harvard University could not 
very well be expected to seek notoriety by the produc- 
tion of a work which would not bear criticism by the 
rules he lays down for the guidance of his pupils. Him- 
self a favorite pupil of Haupt, one of the most rigid of 
music masters in Germany, neither ignorance nor ec- 
centricity was to be expected in his work, and, as he had 
already proved his capability in many minor composi- 
tions and in one great work, the oratorio of “St. Peter” 
—his friends were numerous as well as enthusiastic. 
Besides all this, had not Mr. Thomas consented to be the 
interpreter of this magnum opusf It was a matter of 
course, therefore [!], that it was correct, scholarly, ortho- 
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dox. So that the large audience assembled at Steinway 
Hall yesterday were in a position to divest their minds 
of all questions of grammatical purity and scholastic 
“form,” and criticize the symphony as acomplete work 
As it was placed first on the programme it could be 
judged as well—or, more correctly speaking, as inade- 
quately—as any large work can be judged on first hear- 
ing. ere seemed to be a good deal of hesitation on 
the part of the audience in pronouncing an opinion. 
The first movement—allegro con brio—presented nothing 
articularly attractive to the general ear; it is interest- 
ng throughout, but the interest does not increase with 
its progress sufficiently to excite a craving for the sec- 
ond movement, and it was rather coldly received. With 
the Scherzo—alle vivace—the attention of the audi- 
ence deepened. It is a very tuneful movement, contain- 
ing some reminders of Beethoven’s scherzos, but it is 
not an imitation of Beethoven, its lively measure chang- 
ing (not “ episodically ’’] to a gravity not sufficiently in 
keeping with the scherzo as Beethoven has made us un- 
derstand it. At its conclusion the applause of the andi- 
ence was warm enough to show that Mr. Thomas had 
not made a mistake in producing the work. The third 
movement—adagio—-is undoubtedly the gem of the sym- 
hony. It is music, pure and undefiled, from beginning 
os end—plaintive, sweet, graceful as a —— poem. 
It does not contain a od hrase that seems out of 
Jace, and though it is rather long, and always exceed- 
Ingly sweet, its sweetness does not cloy. Itisnot grand 
or imposing, there are no modern “ effects” in it, and it 
may not suit ears accustomed to the accumulating rich- 
ness of Schumann’s or Beethoven’s agios, but for 
what it assumes to be itis beyond criticism. Certainly, 
the audience liked it “= much, and the orchestra 
seemed to like it greatly. Its enjoyment was, however, 
somewhat interfered with by an annoying noise from 
the heaters in the hall. The last movement falls short 
of the expectations raised by the beautiful Adagio, 
though it cannot be described as faulty. What it lacks 
probably is the evenness and clearness of pu which 
characterize the other movements. Although the scor- 
ing in this number is as excellent as it is throughout the 
work, every instrument having plenty to do and some 
considerable difficulties to master, the harmony is thin, 
and when the ciimax comes with the return to the origi- 
nal theme, the devices of construction which Bach al- 
ways employs under similar circumstances, and which 
ears cultivated in Theodore Thomas’s school[!] have 
learned to regard as essential, are too much neglected. 
Mr. Paine, however, deserves vor high praise for his 
modest, unsensational treatment of his subject. He has 
written an American symphony that will soapy S bear 
the test of the severest criticism by adherents of the old 
school, a symphony that will live as a beautiful work of 
art, simple and unaffected. If it is not strikingly origi- 
nal, the author is assuredly no plagiarist; if it does not 
astonish, it will never fail to please. Mr. Paine is a 
young man, and as “ it takes a clever musician to write 
even a poor symphony,” he may be congratulated both 
upon having written one that gives such good promise 
of a bright future for him in the world of art, and upon 
having fina so able and so conscientious an interpreter 
as Mr. Thomas. 


[From the New York Times, 6th.) 


Mr. Theodore Thomas yesterday gave a matinée con- 
cert at Steinway Hall. The principal element of the pro- 
gramme was a new symphony by Mr. J.K. Paine, a 
Boston composer of considerable local repute. We trust 
Mr. Thomas will sooner or later repeat his performance 
of this work, which belongs to an order of music of 
which several hearings are necessary bofore anything 
approaching an accurate opinion can be formed. We 
cannot, however, admit that we é: great results from 
Mr. Paine’s commendable attempt at symphonic writ- 
ing. The opening movement, which is by far the best, 
contains some graceful and fluent ideas, which the com- 
poser has developed with taste and clearness, but with- 
out marked any & the remainder of the work does not 
indicate that Mr. Paine is possessed of particular origi- 
nality in thought or method; and the impression of the 
whole effort, yesterday, was that the musician had occu- 
pied fifty minutes where half that time would have been 
sufficient to have had his say. 
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Our Music Pacrs. The Part Song by Schumann, 
printed in this number, is taken by permission from 
«German Part Songs,” edited by N. H. ALLEN, pub- 
lished by Oliver Ditson & Co., Boston. 





Concert Review. 

Boston Pamnarmontoe Crus. The last two Mat- 
inées of this fine group of artists (Jan. 19 and Feb. 
2) were in the main so thoroughly enjoyable that 
keen regret was felt that they could not be contin- 
ued at intervals for two or three months longer, But 
the attendance at Bumstead Hall, though larger than 
at first, was too limited to give encouragement, It 
was but the common fate of concert-givers, here and 
elsewhere, during these “ hard times.” The Club, 
however, have so established themselves in the good 
opinion of the truest music-lovers that, if they onl 
persevere, their day will surely come.—Their fourt 
programme read as follows : 





Quintet, in B flat, Op. 87.......-.-.e00e0+ Mendelssohn 
Allegro vivace—Andante scherzando— Adagio. 
Messrs. B. & F. LISTEMANN, E. GRAMM, 


A. Betz and A. HARTDEGEN. 
Song, “Batti, Batti,” “ Don Juan.”...........- Mozart 
Miss LAURA SCHIRMER, 

Solo for Viola, Reverie..............00005 Vieuxtemps 
Mr. Emit GRAMM. 
ee eee Liszt 
{Arranged by B. Listemana.] 
PHILHARMONIC CLUB. 

WONG OF Wiha, 60s 0-050 050s 00-0 revere envverderess Cirillo 
Miss LAURA SCHIRMER. 

Notturno for Violin, Flute and Horn ......... Doppler 
Meesrs. B. LISTEMANN, E. Werner and A BELz. 
Quartet for Piano and Strings,............. Schumann 


Soxtenuto assai—Allegro ma non troppo—Scherzo 
—Andante cantabile—Finale [Vivace]. 
Madame MADELINE ScHILLER, 
Messrs. B. LISTEMANN, GRAMM and HARTDEGEN. 


The old B-flat Quintet of Mendelssohn, which 
takes us back to the earliest days of our Quintette 
Club which still bears his name, was admirably 
played; the three movements were so acceptable 
that it seemed not quite fair to deprive us of the 
Finale. Nothing of its kind more interesting than 
the Schumann piano Quartet could have been offered 
us, unless it were the matchless Quintet. The latter 
is a happier inspiration throughout, more clear, 
more readily appreciable on the first hearing; but 
this also is full of fire, of rich imagination and deep 
feeling. The Andante and the short, brooding Sos- 
tenulo which precedes the first Allegro, appeal to 
deepest sympathies ; the Scherzo, with its rollicking 
staccato movement, fitfully alternating with the 
more pensive mood of its two Trios, is strikingly 
original ; and the fugued Finale, very intricate and 
difficult, is full of spirit, and keeps the interest alive 
to the end, Seldom, if ever, have we heard Mme. 
Scnitter to better advantage; her consummate 
technical precision and force were only means to 
the higher end of fervent and intelligent interpre- 
tation; her soul was in the work; and there was 
inspiration for her in such fine codperation of the 
strings. 

Mr. Gramm won not a few listeners to the peculiar 
beauty, which they had not before suspected, in the 
sound of the Viola; his tone is singularly rich and 
even, and he is master of the instrument. The Not- 
turne for violin, flute and horn proved a pleasing 
composition, and was exquisitely played. But of 
the “ Mephisto Waltzes” we can say nothing of the 
kind; such excruciating cacophony, such an inco- 
herent medley of harsh grating sounds, not relieved 
but only aggravated by certain melodic fragments 
for the horn, which seemed tuned to another sphere 
where a peculiar concert pitch prevailed, we never 
yet heard in the name of music; it was more like 
the babel of an orchestra all trying over their own 
separate parts in the pauses of a rehearsal; we 
would as soon be shut up in a vast machine shop, 
surrounded by whizzing wheels, screaming saws and 
files and ringing hammers.—But it was the pious 
Abbé Liszt who wrote it; and who more competent 
to set the tune for Mephistopheles to dance by ! 

Miss Lavra Scntemer, with a naturally sweet and 
flexible voice, sang her two songs in a graceful man- 
ner, which showed careful training; but there was 
a certain hardness in the quality of some of her 
tones, which may have been the effect of too much 
concert singing at so early a stage of her career; 
she is winning, lady-like and modest in appearance. 


Wednesday, Feb. 2. 


Quartet in F, Op. 18, No. 1,............... Beethoven 
Allegro con brio—Adagio—Scherzo—Allegro. 
Horn Quartet, 
a. Pilgrim's Song, from “ Tannhiuser,... Wagner 
». Krystallen denfina, Swedish Song,...... Faltin 
Messrs. Belz, Lippotdt, Schormann and Schumann, 
Solos for Violoncello, 
B, en ane wave ence cous sigenes ssunsetnense Huber 
B. Allegretto, .... .... 2.00. .seescceccceveccceve Kiel 
Mr. Adolph Hartdegen. 
a, Andante Cantabile, from Quartet in D, 
Tschaikowski 
b. Scherzo, from Quartet in E flat,..... Cherubini 
Horn Quartet, 
a. “Die Welt ist so schin,”... 








} > eae Pacius 
Solo for Violin, Notturno, Op. 27,............. Chopin 
Mr. B, Listemann. 

Rhapsodie Hongroise, in F, No. 14........ ......Liszt 


This closing Matinée was the most interesting of 
all and had the largest and a really enthusiastic au- 





diénce. It was a comfort to old chamber music 
lovers to hear once more one of the six earliest 
Quartets of Beethoven, no one of which is more 
genial and beautiful, more ever fresh than this No, 
1,in F. Never before have we heard it so delight- 
fully interpreted. The pieces for four horns pro- 
duced a marked sensation. The tones, so rich and 
mellow in the softer cantabile passages, with the fine 
contrast of the more breezy trumpet-like sounds in 
the strong accents (in the bass parts especiaily) ren- 
der their harmony pecullarly attractive. The per 
formers were the famous “ Russian Quartet” who 
came to this country a few years ago; the leader, 
Mr. Betz, has since distinguished himself in the 
Philharmonic Club as the finest solo hornist we have 
ever heard here ; his three old associates, who proved 
themselves on this occasion worthy ones, are in our 
Harvard orchestra this winter. Mr. Hartprcey’s 
violoncello solos, in tone, style and expression, wer? 
most satisfactorily rendered.—The single move- 
ments from Quartets by the young Russian composer 
Tschaikowski and the sound old classical master 
Cherubini, were highly interesting; the former 
much more French in style than the latter, which 
was produced in Paris. 

The Chorin Notturno proved admirably suited for 
transcription upon the Violin; and all its delicate 
beauties were brought ont with consummate mastery 
by Mr. Lisremann ; indeed we have seldom heard a 
solo on the violin more purely fascinating. Liszt's 
Hungarian Rhapsody impressed us more agreeably 
in Mr. Listemann’s arrangement for his Club, than 


it did in the Thomas orchestral transcription, where 
the grotesque effects seemed more exaggerated. 





Tneoport Tromas’s fourth Matinée (Saturday, 
Jan, 29) presented the following programme : 





Overture, “ Alceste,”...... paeene eee cvcccece oe GiUck 

Prelude, 

(horale, $ Adapted for Orchestra by J.Abert..Bach 

Fagee, 

ATA: “Bi, CAMO, O CATA,” ...00..0ccrc0000000 --Handel 

Miss Emma C. Thursby. 

PENNS, OD. 19.0... 000ceovecd ser envbseos Goldmark 

Rhapsodie Hongroise, No. 14.......+seeceseeeeee Liszt 

Overture, in C, op. 115.... ....-........- Beethoven 

Symphonic Poem, Danse Macabre, {new}, 
Saint-Stens 

Song, “ Thou’rt like unto a flower,”...... Rubinstein 

Selections trom “ The Phantom Ship,”...... Wagner 


Gluck’s Overture to Alcesie is by no means so in- 
teresting an orchestral work as the well known one 
to Iphigenia in Aulis ; but it forms a dignified and 
serious introduction to the tragedy; it needed, for 
a satisfying impression, to be followed by the open- 
ing chorus sung. Still we are thankful for every 
opportunity (too rare) of hearing one of these things. 
Think of it in contrast with the last number of the 
first part,—the wild, sensational, extravagant and 
stunning Rhapsodie Hongroise by Liszt! — The 
pieces grouped together from Bach,—in rather 
forced companionship, we thought—have certainly 
enough intrinsic beauty individually to bear hear- 
ing for a second time. The Prelude is from the 
“* Well-tempered Clavichord ;” the Fugue is the well 
known G-minor Organ Fugue; the Chorale, scored 
for the full brass of the orchestra, contrasted boldly 
in the middle, a craggy height between two quiet 
vales,—The Beethoven Overture (‘‘ Namensfeier ”) 
is by no means so broad and grand a work as the 
other one in C, op. 124 (“ Die Weihe des Hauses ;”) 
but it has beauties not so readily appreciated and is 
far too seldom heard. 

The striking novelty of the programme was the 
“Dance of Death” by Saint-Saéns,—a Symphonic 
Poem with a vengeance, to which the key is fur- 
nished by the following cheerful verses from the 
French of Henri Cazalis :— 

Zig, Zig, Zig—grim Death, in cadence, 

Striking with his heel, a tomb, 
Death at midnight plays a dance tune, 
Zig, Zig, Zig, upon his viol. 
The winter wind blows, and the night is all dark, 
Moans are heard in the linden trees; 


Thro’ the gloom the white skeletons 4 
Running and leaping in their shrouds. 


Zig, Zig, Zig, each one is pene 
The bones of the dancers are heard to crack 
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* * * « . 
But hist! of a sudden they quit the round; 
They push forward, they fly, the cock has crowed. 


The music is certainly a clever freak of French 
fantastical extravaganza, mingling the horrible and 
the grotesque, till they exert a fascination worthy 
of Meyerbeer, The doleful midnight bell, well imi- 
tated, introduces the piece; Death tuning his viol 
in fifths is strongly indicated, and the dance pro- 
ceeds, wilder and wilder, as the shrouded skeletons 
frisk in and out among the tombstones; the crack- 
ing bones of the dancers are suggested by castanets 
and the zylophone (an instrument of wood and straw;) 
the cock crows, and away they flutter all !—There 
is a certain imaginative genius in it, of a thoroughly 
Frenchy kind; and it has this superiority over anal- 
ogous works by Raff and others, that Saint-Saéns 
does not attempt to make too much of the conceit, 
but drops it at a happy moment. The audience 
were transported, and the whole thing had to be re- 
peated.—Miss Tuurssy, in the Aria from one of 
Handel's Italian Operas (Muzio Scevola) confirmed 
the fine impression which she made in a Harvard 
concert a few weeks before. The roulades were ev- 
enly and beautifully executed, and the bright, em- 
phatic, as well as the tender and melodious phrasos 


of the happy love confession, were given with re- 
markable expression. We noticed in her voice a 
tremolo which was not there before; but it was 
soon explained by learning that she was singing 
with a broken arm after a fall in one of our slippery 
streets,—a shock from which her nervous system 
could not have recovered. 





Harvard Mustoat Associatiox, The ceventh 
Symphony Concert (Thursday afternoon, Feb. 3) 
was made up of four selections, the two longer ones 
being entirely new to Boston. 


Overture to ‘‘ Faniska,”’...........eeeeees Chernbini 
** Double Symphony: “ Irdisches und Géttliches im 
Menschenlehen * [The Earthly and the Divine in 
Human Life}, in C. On. 121..........----+ Spohr 
I. The bsg of Childhood [Adagio and Alle- 
gretto). 
II. The Age of the Passions [Larghetto and 
Allegro Moderato}. 
III. Fins] Victory of the Divine [Presto and 
Adagio}. 





** Piano-Forte Concerto, No. 2,in G minor, Op. 22. 
Andante Sostenuto—Allegro Scherzando—Pres- 
Diincsv c6s. spaboevertcesten Camille Saint-Saéns 


B. J. Lang. 

Overture to “ Coriolanus,”................Beethoven 

The light and charming Overture to Faniska, 
with its stately introduction, its teasing playful Al- 
legro subject, and its quaint laughing second theme 
led in by the bassoon, offset by piquant pizzicatos 
of the vio'ins, was nicely played. After this the 
great feature of the programme, the Double Sym- 
phony by Spohr, was listened to with zest. It was 
a bold and beautiful idea. well worthy of the highest 
powers, to portray in music, in symphonic move- 
ments, the successive periods of the struggle between 
the Earthly and the Divine principle in human life, 
with the final victory of the Divine. And the pe- 
culiar means chosen, that of contrasting and com- 
bining two distinct orchestras, the one consisting of 
eleven solo instruments (quintet of strings, flute, 
oboe, clarinet, bassoon and two horns), the other 
fully manned, served to heighten the illustration 
and increase the interest in proportion to the unu- 
sual draft upon the artistic resources of the musi- 
cian, It must not be supposed, however, that the 
two principles in life are impersonated by the two 
orchestras respectively. That idea is erroneously 
suggested in the extract from Spohr’s Biography 
printed on the programme. On the contrary, themes 
started in one orchestra are frequently caught up 
and worked to fuller development in the other; 
each in turn illustrates, colors and completes what 
the other has said. The ideal contrasts run through 
both alike; nor is the contrast always so forcible as 
one would expect; the gentleness of Spohr, the 
sweet subdued tone of his picturesque imagination is 
felteven here. With Beethoven passion would have 
asserted itself with more defiant and Titanic force; 
what Raff or Rubinstein would make of such a theme 
one shudders to imagine. 

The weaknesses of Spohr's music we all know well 
enough. The cloying sweetness of his harmony, | 


creeping modulations through chromatic intervals, 
is perhaps the chief one. Heavy-moulded mortal 
as he was. he had a large vein of santimentality, as 
well as a rare gift of original, fresh melody. But 
he was an artist through and through, a thorough 
master of form, of the contrapuntal resources, and 
especially of instrumentation—rotably of what is 
called instrumental coloring—nowhere shown to 
finer advantage than in this Symphony, which we 
confess to finding quite as interesting (perhaps be- 
cause more fresh to us), as the “ Weihe der Tone.” 
At all events the entire work, in all three move- 
ments, is an exquisite unfolding of ideas lovely in 
themselves, offset against well-chosen background, 
and glowing in the shifting atmospheric light of or- 
chestral effects. A few words on each of the three 
parts. 

I. The World of Childhood. A single horn in 
the first orchestra leads off in a quiet, dreamy mel- 
ody, in sustained tones, pianissimo,—a brief Adagio, 
in which you sem to feel the first awakening of 
consciousness, Then the Allegretio sets in with an 
innocent and childlike melody, (2-4), of a buoyant, 
soaring character ; the wind instruments reinforce 
it: the melodic figure is inverted in the rounding 
of the period ; and the second orchestra repeats with 
emphasis the closing part of it; and thus they 
answer back and forth, until a new theme in strong 
staccato tones is started in the larger orchestra, like 
a repeated challenge, instantly answered each time 
ona high tone sfarzando by the violins of the solo 
orchestra, which glide down in triplets as with 
frolic laughter. (The effect was somewhat dis- 
turbed here by the want of perfect tune between 
the violins ; it needed a Joachim or a Spohr for one 
of them); and so all these motives, cheerful and 
happy, are variously presented, and the whole re- 
peated in the usual way, to be worked up with still 
more complex, subtle art of what is called thematic 
treaiment in the second part. It is a charming pic- 
ture, and the instrumentation simply exquisite. It 
was finely played too, the solo wind instruments 
taking up the melodic threads in turn with delicate 
precision and nice feeling. 


II. The Age of the Passions furnishes the poetic 
theme for the most elaborate and longest movement 
of the Svmphony. The Zarghetto, beginning with 
uneasy. fitful phrases of the strings in the larger 
orchestra, hints che coming storm, while presently 
a melodious duet of the bassoon and clarinet sets in 
in the-solo orchestra; the key remaining doubtful, 
until the 4-4 measure changes to 12 8, when it set- 
tles clearly into A flat, and, on an arpeggio chord 
accompaniment, Italian fashion, the melody pro- 
ceeds, a tender love duet; the second orchestra is 
silent for awhile, but soon begins to disturb the 
sweet serenity by ominous mutterings in the bass, 
which gradually gain possession of the quartet even 
in the solo orchettra, an] growing to a climax burst 
forth (Allegro) in the full conflict of the passions 
wind instruments on one side replying to the impa- 
tient violins upon the other, All this is worked up 
with great fire and energy aud with wonderful skill 
and beauty. The trumpets come in, and the war- 
like passion now asserts itself; the strife becomes; 
more complicated, as the field continually widens, 
which only such a master of his art could oceupy 
with life and power so present at all points, The 
strife is relieved too by occasional moments of re- 
pose, uielodic hints that seem to pour oil on the 
waters, 


III. Final Victory of the Divine. Passion is at 
its height. A stormy Presto (6-4), like a Scherzo, 
begins in the second orchestra; but sweet, sustained 
tones of clarinet and bassoon, flute and oboe, in the 
first band, gradually appease its fary and begin to 
gain the upper hand, till even the stormy figure it- 
self, transferred to the softer flute and reed tones, 
acquires a new and gentler expression. At last both 
orchestras unite in a rich, solemn, tranquillizing A- 
dagio, in broad rhythm, and the victory is gained. 
Of course it is impossible to describe all this, but 
the consistent development of the idea, and the nev- 
er failing beauty of the work took a deep hold upon 
the audience, and a repetition would be welcomed 
if it should occur, 

Of equal interest and more exciting, more entire- 
ly fresh and novel, was the Concerto by Saint- 
Saéns, We have hegrd no Concerto by either of 
the “ new” composers comparable to it in point of 
individuality of genius, It is very modern, to be 
sure, and very French; but with all its technical 
difficulties, which are immense, and all its sensation- 





al effects, there is a spontaneous energy of life and 
purpose in it which justify its existence. It de- 


the slowest movement, which is followed by two 
quick ones. The Andante Sostenuto is a broad and 
massive movement, full of fire and strength, the 
difficult figures of the piano making up one whole 
with the rich and noble instrumentation, The 
Scherzo is a sort of hunting strain, fall of elasticity 
and grace; the slight"change of rhythm in the sec- 
ond theme lends it a witching charm. This move- 
ment was so fascinating and was played with such 
airy life and freedom, such unflagging, easy energy, 
that all were delighted and the movement was re- 
peated. The Presto has a Tarantella rhythm, and 
whirls itself away in ever widening circles with an 
exhaustless impetus. Mr. Lana proved himself fully 
equal to the unrelenting demands of this most try- 
ing movement; and indeed his whole performance 
was magnificent, surpassing all that he has done be- 
fore, The task was to his fancy, and he embraced 
it con amare. 

—Then came Beethoven, who seemed tosay: All 
that is very well, but now for something serious ! 
and with the first strong tones of Coriolan, fire 
from the heart and centre of the planet, we were in 
another world, 





Bacu is for once in the ascendant here, and in the 
light of such a fresh Spring promise one may forget 
all strife of rival enterprises. Three of his great 
vocal works are in preparation: the Cecilia are 
studying one of his Cantatas for the last Symphony 
Concert; the Sharland Choral Society are at work 
on the Magnificat for a Thomas concert; and the 
Handel and Haydn Societv have resumed rehear: -| 
of the Passion Music, This is “ progress,” in the 
best sense | 





Miss Tuvurssy’s TEAcnEr, 
place to the following: 

Mr. Eprror; In an article on the Fifth Harvard Sym- 
phony Concert, in the “ Journal” of Jan. 22, there is an 
admirable critique on Miss Thursby’s singing, which 
makes what seems to be a misstatement. however, which 
Iam sure you will be glad to correct. You state that 
Miss Thursby is a pupil of Mme. Rudersdorff. I have 
had the pleasure of knowing Miss Thursby for some time, 
and know that she has been studying with Sig. Achille 
Errani, of No. 323 E. 14th St., New York, for several years 
past. To be certain, however, I wrote him, inquiring the 
exact facts, and he tells me that from Nov. 1, 1871, until 
Oct. 9, 1875, he has, to his certain knowledge, been Miss 
Thursby’s on’y teacher. While since October last Miss 
Thursby may have studied with Mme. Rudersdorff, it 
seems to me evident that the greater part of the credit 
for her training must belong to Sig. Errani, and with so 
charming and accomplished a singer, it should be un- 
derstood who it is who has done so much for her voice 
and style. 


May I beg that some such correction as this be made? 
An incorrect statement in the “Journal” may do Sig. 
Errani serious injury. For confirmation of the above 
facts, may. I beg to refer vou to Sig. Errani himself, or to 
Mr. Hassard, of the NV. Y. Tribune, with whom I have had 
the honor of being for some time connected on the Musi- 
cal Department of the “ Tribune.” 

Very truly yours, 

Washington, D. C.. Jan. 31. 
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Tue “ Wuistttxe Sona.” We have the following 
from an esteemed correspondent in Portland, Me. 

DEAR Str: The “ Sussex Whistling Song” published 
in the Journal of Jan. 22, was familiar to me in boyhood 
—being then not unfrequently sung as a humorous song 


at huskings aud similar occasions, among the rural pop- 

ulation of New Hampshire. The version differed Slizht- 

ly, but not materially, from the “Sussex.” It was not 

given as a whistling song, but with what wis called a 

nn all sung by the one vocalist who gave the song— 
hus; 


We cheerfully give 


F. H. Potrer, 
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abounding in diminished sevenths and in subtile | parts from the usual Concerto form, beginning with 
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If weli whist!ed, the effect might be better, 

I should perhaps have hardly troubled you with this, 
but for the fact that a version of the same thing is given 
in Johnson’s Museum—more at length and with more 
sharp points—entitled ; 

“ Kellyburnbraes. Written for this Work by Robert Burns.” 

This ro more proves that New Hampshire was peopled 
from Sussex, than that Scotland was, but shows that 
Burns thought there was enough of humor in the legend 
to make it worth preserving. 

In the Museum, it begins: 
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2 
thyme it is wither’d,and rue is in prime. 

It is in the 4th volume of the Museum, and numbered 
379, 

There is one point in the New Hampshire version, not 
in either of the others, to wit: that Satan had done a 
day’s plowing for the Farmer, and was to have one of 
the family as a quid pro quo; that when he came for his 
pay, he was offered the eldest son, but was gallant 
enough to prefer the Lady. “The effect was the same,” 
according to all three ditties. 

I can give you an item of some musical interest. Our 
“ Haydn Association” are studying Handel’s Theodora; 
have had three rehearsals. and their progress is exceed- 
ingly creditable and promising. Yours truly. 

Feb. 8, 1876. LB. 

New York, JAN. 31, 1876. In my last letter I brought 
the concert record up to the New Year, and upon resum- 
ing it now, I find first on the list the fourth Von Buelow 
eoncert of the new series, on Monday evening, Jan. 3, 
when Dr von Buelow. assisted by Dr. Damrosch, played 
the great Kreutzer sonata of Beethoven, and also Schu- 
bert’s Introduction and Rondo brillant, op. 70, for piano 
and violin. The piano soli at this concert were artisti- 
cally grouped as follows: 

a. Scarintti—C at’s fugue. 

b. J. 8. Bach—Sarabande and passepied. 


e. Gluck—Gavotte from the ballet “ Don Juan.” 
d. Mozart—Menuet et Gigue. 


and following these came a set of Chopin's pieces. 

a. Nocturne. Op. 9, No. 3. 

db. Ballade. Op. 23. 

ce. Three Valses, Op. 34. 

Miss Lizzie Cronyn sang Beethoven's “Son¢ of Peni- 
itence,” op. 48, and a Romanza from Rossini’s “Othello.” 

At the fifth concert, on Wednesday evening, Jan. 5th, 
Herr yon Buelow, with the co-operation of M. Aubert 
(Violoncello) played a brilliant composition by Camille 
Saint-Saéins (Grande Snite, op. 19, in D, and also Chopin’s 
“Tytroduction and Polonaise for Piano and Violoncello,” 
op. 3. The general effect of both pieces was marred by 
the bad playing of the violoncellist, whose most apparen; 
faults were weak bowing, uncertainty in stopping, and 
defective tone. 

The vocalist of the evening was Miss Rosa McGeachy, 
who sang two flashy operatic airs which were completely 
at variance with the general character of the programme, 
though not more so than was the singing of the young 
lady in question. Far from finding fault with her selec- 
tions I esteem it fortunate, and remember feeling thank- 
ful at the time, that she attempted nothiug serious. 

The only unexceptionable part of the evening’s perform- 
anco was the playing of Herr von Buelow. whose selec- 
tions were: from Mendelssohn the “Variations serieuses’ 
op. 54, and six songs without words, and from Liszt 
« eantique d’amour,” “‘LeLac,” “Au bord d’une source” 
and a Valse Impromptu. 

Each of these pieces was given with the greatest deli- 
eacy of finish and the very perfection of detail, while the 
genuine poetry of the Mendelssohn Lieder brought into 
strong relief the artificial character of Liszt's ingenious 
tancies. 

At the sixth concert, on Friday evening Jan, 7th, Ru- 
binstein’s sonata, op. 18, for Piano and Violoncello was 
played by Herr von Buelow and M. Aubert, and the great 
pianist gave a magnificent performance of Beethoven's 
Sonata in E flat, op. 31. He played also a group of soli 
by Schubert, comprising the Blegie, op. 9, No, 8, the 





DWIGHT’S JOURNAL OF MUSIC. 





| Impromptu bearing the same opus uumber and a ‘‘Valse 
| Caprice” arranged by Liszt. The programme ended 
| with Hummet’s Grand Septet, op, 74 in which Herr von 
Buelow had the co-operation of Messrs. Siedler, Gortel- 
meler, Gewalt, Matzka, Bergner and Pfeifeuschneider. 

At this concert, Miss Lizzie Cronyn sang" La vita felice’, 
[op. 38] by Beethoven. a Canzonetta from “ Salvator Ro- 
sa” by Gomez, and “ Thou’rt like unto a flower” by Ru- 
binstein, in a very acceptable m inner. 

The programme of the matinée on Saturday, Jan. &th, 
which ended the series was the same as that of the con- 
cert the Monday evening preceding. The concerts were 
all well attended and they will never be forgotten by those 
who are interested in music. 

On Friday, Jan. 14th, the New York Philharmonic So- 
ciety gave a matinée at the Academy of Music, with a 
programme substantially the same as that of the concert 
of the week following. 

The second concert of the Brooklyn Philharmonic So- 
ciety came on Jan. 15th. on w ich occasion Rubinstein’s 
Dramatie Symphony was played. This work has already 
been produced in New York l y Theo. Thomas [twice if I 
remember rightly) and its bold, fanciful conception and 
masterly instrumentation | ave created a profound im- 
pression which was still farther confirmed by this per- 
formance in Brooklyn. The orchestra seemed to make 
light of the technical difficulty of the work, which is im- 
mense, And, if any one in the audience had the courage 
to try to understand the work, he must have received 
valuable assistance from the analysis, by Mr. Dudley 
Buck, printed in the programme. 

Besides this symphony, which is of great length, the 
orchestra played Beethoven’s overture in C, and the 
Vorspiel to the Meistersinger von Nurnberg, of Wagner. 
Senor Joseph White of whose admirable violin playing I 
wrote not long ago, played Mendelssohns’ Concerto in E- 
minor, and, for encore, a Gavotte. by Bach. 

The great charm of Senor White’s violin playing is in 
the quality of the tone he draws from the instrument, 
which is singularly pure and sweet; other traits however 
are not lacking. : 

Miss Thursby sang an air from Handel’s Muzio Scevola, 
and a Recitative and Rondo * Mia Speranza Adorata”’ 
by Mozart. 

On Saturday evening Jan. 22nd, we had a double allow- 
ance of music. The N.Y. Philharmonic society gave 
their third concert of the season at the Academy of Mu- 
sic with the following bill: 

Symphony—No. 3, in Eb, major..............+ co 

a. Adagio—Vivace assai. &. Adagio cantabile. 
c. Menuetto, Allegretto. d. Finale, Vivace. 


Concerto—For the piano, No. 2, E minor, Oj. 120, 
Reinecke 
Allegro; Andante quasi Allegro; Finale Allegro. 
With Orchestral Accompaniment. 
Miss Lina Luckharat. 





Scene and Aria—“‘Ah perfido,”...........+ Beethoven 
Miss Eugenie Pappenheim. 
Overture—“ Coriolanus,” Op. 63........ ...Beethoven 
Recit. e Aria—*' Le Nozze di Figaro,”........ Mozart 
Miss Eugenie Pappenheim. 

Symphony—No, 1, F major, (Arst time in America]. 
Metzdorft 


The Haydn symphony is an attractive work and it was 
well played. Of the performance of the rest of the bill 
cannot speak with certainty as I did not remain to hear 
it. The audience was a fair one considering the fact that 
Thomas at Steinway Hall on the same night gave a con- 
cert such as he only (in New York at least] could plan 
and carry to success. Here the house was filled and ev- 
en the small hall back of the main auditorium was 
crowded with attentive listeners. The programme was 
like an apotheosis of Beethoven. I copy it in full. 

Symphony, No. 1, in C, On. 21, 

Concerto for Violin and Orchestra, Op. 61, 


Allegro ma non troppo—Larzhetto—Rondo. 

{r.S.E. Jacobsobn and Orchestra. 
Symphony, No. 9, D minor, Op. 125, 

With final Chorus to Schiller’s Ode 
* Hymn to Joy.” 





Recitative, Solos, Quartet and Chorus, 
Mrs. H. M. Smith, Miss Autunia Henne, Mr. Wm. J. 
Winch, Mr. Franz Remmertz. 





and 
The Oratorio Society of New York. 

Space would fail me should I attempt to give an ac- 
count of this performance in detail, and I will only say 
that the enormous difficulties presented by the great cho- 
ral symphony were surmounted with success and appar- 
ent ease by the orchestra; and that the singing of the im- 
possible vocal parts was very well done by those to whom 
they were entrusted, while the chorus was creditable 
both to the singers and to Dr. Damrosch who directed 
tre singing. 

The violin concerto, which is seldom given entire, ex- 
cited much interest; and the playing of Mr. Jacovssohn 


| displayed all the qualities necessary to the best interpre- 
A.A.C, 





tation of the work. 
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DESCRIPTIVE LIST OF THE 
LATEST MUsSIcC, 


Published by Oliver Ditson & Co. 
——_———_ + +@ + - 
Vocal, with Piano Accompaniment. 


3. 
Hodges. 30 
“ Gloesy, golden ringlets, cheeks of rosy hue, 

Made my heart a captive, in the maple grove.” 
Poetry imbued with the beauty of the wood- 
lands, and a nice, neat song every way. 
Love’s Answer to ‘ Speak to me speak.” 3. 
F to f. Voorthuysen. 80 


0, could’st thou lay Thy hand in mine, 
My heart to-day Beats but for thine.” 


Music and words arranged in short. crisp 
phrases. which are very pretty and effective. 
Home so blest. 4. Eb toe. Abt. 30 
“Oh, home so blest! Oh, sheltered nest! 
Oh! land so fair!” 
Abt gives us here another “ Swallow” song of 
sweet and classic character. Words by Montgom- 


In the Maple Grove. Song and Cho. 
Bb to f. 


ery. 
On the Shore T wait and listen. Song and 
Cho. 3. Ab tog. Voorthuysen. 3) 


Roll ve waters, murm’ring waters, 
Resiless waves and rolling foam.” 
Waiting for the sailor lover, whose boat comes 
empty to the shore. Fine song and chorus. 
Katie, the Rose of Kildare. 3 F tof. Danks. 30 
“If L were a bird I would soon be a flying, 
Across the blue ocean to Katie and home.” 


A neat imitation of an Irish song. with a mel- 
ody inuch prettier than the average. 


Nobody’s Darling but mine. 3 C toa. 
Danks. 30 
‘Tn your bright eyes softly shine, love, 
Visions de‘ightful to see.” 

Evidently one of the brightest and best of dar- 
lings. for noné else could prompt such a soaring, 
britliant, sparkling love song. For a high tenor 
or soprano. 


Finette. 8. D (minor or major) to d. 
Molloy. 35 
‘So Gerome came one, and Finétte came two, 
Two little steps half way.” 
A decidedly merry little minor song, as pretty 
as pretty can be. 
Instrumental. 


Reveries of the Past. Fine lithograph title. 
Romance for Piano. 4. Eb. G. D. Wilson. 75 
“ Let fate do her worst, there are relics of joy, _ 
Bright dreams of the past, which we cannot destroy.” 
Another of Mr. Wilson’s fine pieces, which bor- 
ders on the magnificent in its beauty. 


Victoire Galop. 4. F. Bartlett. 35 
More difficult than most galops; but consider 
that the ‘‘V ctoire” is the victory of a college 
boat club, and nothing short of the brilliant eecs- 
tatics of this galop would go with the joys of the 
winning crew. 
Tidal Wave March. 2. G. Sealey. 
A simple march, with “full band” effects, 


Ten Pin Galop. 2. D. Wallis. 


As an additional effect, at one place a drum is 
introduced, giving the rolls of the ball, followed 
by a glissando, indicating that “ all are down.” 


Forest Echoes. Mazourka. 38. C. Rosewig. 80 
It has no echo in it, but a most graceful melody, 
which may well be employed fh invoking the 
echoes. 
Come back to Erin. Fantasie. 4. Bb. Grobe. 75 
A well known beautifu) air, varied in Grobe's 
well known interesting style. 
Tramway Galop. Four Hands, 3. C, 
Gobbaerts. 75 
A galop played with 4 hands will be a brilliant 
afiair. 


30 


35 


Six Easy Pieces for Four Hands. B 
Carl Reinecke, 
No. 1. Vorspiel. 95 
a Liedchen, 25 
‘“ 3. Zur Guitarre. 4 % 
ae. Landliche Tanz. 35 
“ 5, Echo Song. 25 
“ 6 Gavotte. 25 


Easy instructive pieces of 2d or 3d grade. 





ABBREVIATIONS.—Degrees of difficulty are marked 
1to7. The key is marked with a capital letter: as C, B 
flat, &c. A small Roman letter marks the highest note, 
2 = staff, an italic letter the highest note, if above 
the staff. 
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